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Sicut Cervus
SATB, A Cappella

Comi,oser: Giovaimi Pierluigi da Palestrina (1525 - 1594)

Backgrnm,d lllformation/Careei·:
Giovanni Pierluigi da Palestrina was born near Rome around 1525. Although he would be called
"Palestrina" even after his death, "he refe1Ted to himself as Giovanni Petraloysio" (Shrock 61).
As a young man, Palestrina served as a choirboy at the basilica of Santa Maria Maggiore, where
he also received his musical training between 1537 and 1539. "In 1544, Palestrina was engaged
as an organist and singer in the cathedral of his native. His duties included playing the organ,
helping with the choir, and teaching music" (Giovanni 1). The first publication of his work came
about in 1554. Prior to this time, his compositional output was not documented.

Compositional Output: (Shrock 62)
104 l\1asses
529 Motets
35 Magnificats
11 Litanies
4 sets of Lamentations
Approximately 40 motets

CoEnpo§ition:
One of Palestrina's most famous motets is titled Sicut Cervus. Since this piece was written
towards the end of his compositional career, it is considered to be one of his mature works. Sicut
Cervz,s was written in the stile antico, an ancient polyphonic style, and also features clear points
of imitation. The text is set contrapnntally with the melismas occurring only on the stressed
syllables of a word, and "the shortest note value that would receive a syllable is the half note"
(Buchanan 265). Although the development of text painting may not have been something that
was ou the minds of tJ1e Renaissance composers; Palestrina certainly took special care in setting
the text to the music so that it foreshadowed the concept of text painting to come at a later time.
Sicut Cervus is meant to be sung ignoring the bar lines which is very difficult for the modem
day performer.
Text Source: the Bible, Psalm 42: 1

Overall Idea of the Text: a person's son! longing for God
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§].cut Cervtrn
Sicut cervus desiderat adfontes aquarum, ita
desirat anima mea ad re, Deus.

Litend Translation:
as an han, love for the \Vatcr brooks, so desires
soul pantcth after thee 0 God
(Googic Tran~!atc)
1

Poetic Translation
~'i\s the deer long::: for the v:ater
So longs n1y soul for you, GocL~'
(Buchannn 267)

Historical Perspecfrve:
Sicut Cervus is a Renaissance Motet and fits into the choral repertory well for high school and
college level choirs. This motet can be used for sacred and secular performances and
connections can be made between music history and the development of the motet. Depending
on the setting in which this piece is used, connections can also be made to the Biblical text.
Using a motet offers the opportunity to teach students how to sing a motet in the appropriate
style, especially when it comes to ignoring bar lines and singing in a foreign language.
Considering the cultural perspective, it is interesting to study the historical, biblical, and
language relationships of the time period.

Technical Considerations:
Overall, the pitches and rhythms are not challenging; however, it will be a challenge to shape the
phrases and maintain the interest of each line while maintaining the character of the piece. The
conductor must decide whether to use a 4 pattern or a 2 pattern to make the beats as clear as
possible for the vocalists. Since the voice parts overlap, the song may pose technical clifficnlties
for the singers, especially if they are not secure on each individual pan. \\'hen students first
begin to sing a foreign language, it can be a challenge to learn the text, in this case Latin, and
process the meaning of the text they are singing. Sopranos must be aware of tuning and
balancing with the other voice parts as well as their breathing throughout. The sopranos should
mark specific places in the score to breathe. Rhythmically, there is much more movement in the
alto part than an alto section is general! y used to singing. The altos may find it hard to shape
each phrase and work with stagger breathing. Altos will also need to be conscious of tuning and
balancing with the other voice parts and be aware of their breathing throughout the score.
Tenors will have some of the same difficulties of tuning, balancing with the other voice pans, as
well as where to breathe throughout the song. The Basses begin with a rather challenging
entrance, After resting for the begilllling measures, they enter at measure 6 on beat 3, They will
need to be aware of meter and watching for the conductor's cue. Also being aware of tuning,
breathing, and balancing with the other voice parts will be important
There is no need for an accompanist, as this song is snng a cappella, which means without
instrumental accompaniment However; if an accompanist is nsed during rehearsals, he or she
will need to be able to read open score notation very well. As for the conductor, he or she must
make sure that all of the cues are clear for each voice part entrance. Maintaining the
individuality of each vocal line and bringing those lines together to form one piece of music will
pose quite the challenge. Since there are no dynamic or artistic markings in the score, the
conductor will have to make decisions on what musical elements are to be used and how to
proper! y convey them to the choir.
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§tyUstic Considerations:
Sicut Cervus is a motet which is classified as a sacred piece of music. Many motets were
composed during the Renaissance period. Considering the style of a Renaissance motet, it is
important to examine the Italian language diction as it pertains to the phrasing of the song. The
rhythm in terms of meter and stress are equally important. The structural relationship of the
piece is polyphonic and observing the metrical accents lends to avoiding the observation of bar
lines, as should be the method in learning and pe1forming Renaissance choral music. The accent
scheme should result from emphasizing the natural accent of the text. Since the tempo markings
are vague for Renaissance choral literature, the tempo is to be determined by the emotion or
dramatic mood of the text. As the emotion and the mood change, so does the tempo of the piece.

Key: Original Key is F Major (other keys are available)
Teachable Moments:
1. Consideration of breaths and breath support
2. Entrances and releases
3. Polyphonic Texture
4. Lack of dynamic markings - discovering the dynamics as they should flow with the
emotion and the mood of the text
5. Processing the Latin text meaning as the words are being snng

Form-ABC
Description:
Each section of the form begins with the next section of the text. Section A starts with "Sicut
cervus ... ". Section B starts with "Ita desirat. .. " and section C "Anima mea ... ". When section B
and section C starts, the harmony changes with each one. Each voice part starts each section at a
different time, as the entrances follow one another. The lengths of the phrases in this piece vary,
however; each phrase ends with the end of a sentence.

3

\Vorks Cited
Buchanan, Heather J., Matthew l\1ehaffey, Frank Abrahams, Anton Armstrong, Joseph
Flummerfelt, Graeme lv1orton, \Veston Noble, James Mark. Jordan, and Jerrv. McCov.
,
Teaching Music through Pe1:formance in Choir. Chicago: GIA Publications, 2005.

"Giovanni Pierluigi Da Palestrina I Italian Composer." Encyclopedia Bri1annica Online.
Encyclopedia Britannica, n.d. Web. 26 Sept. 2015.

Shrock, Dennis. Choral Repertoire. Oxford: Oxford UP, 2009.

Work Consulted
Giovarmi Pierluigi Da Palestrina. (2016). The Famous People website. Mar 23, 2016,
www.thefamouspeopIe.com/profiles/giovaimi-pierluigi-da-palestrina-451. php.
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Now is the Month of Maying
SATB, A Cappella

Cmnpose,: Thomas Morley (1557-1602)
Region of CompcsiHon: United Kingdo111

Cmmtry of Origin: Norwich, United Kingdom
Education:
Studied Composition with William Byrd
Studied Organ under Sebastian Westcote
1588- Bachelor of Music Degree from Oxford University and Organist at St Giles, Cripplegate
1591 - Organist at St. Paul's
1592 - Joined the Chapel Royal
Background Inforrnation/Ca:reer:
Much like Byrd, a Roman Catholic at this time, Thomas Morley did not wish to comply with
authority and therefore; risked being hanged. "Thomas Thoroughly Modern' Morley is an
example of the modernity that was born in the Renaissance" (Buchanan 81 ). After some time as
a church musician and a professional musician, he moved on to a career in music publishing.
Morley "felt he ought to be able to make money from his compositions in a commercial way,
not relying simply on gifts from patrons" (Murray 186). Thomas Morley barely lived to be 52
years old after some time of declining health.
Compositional Output:
Vocal Music
Choral Music
Chamber Music
Composition:
Now is the Month of Maying is a light-hearted English madrigal. During the Renaissance period,
many musicians composed secular vocal compositions called madrigals. As a "prototype of the
pastoral-style madrigal, it is complete with references to nymphs, springtime, and dancing, and
slightly suggestive references to games" (All Music 1). The lyrics and the music were written by
Thomas Morley and are "about spring dancing such as a maypole dance" (Melismata 2),
however; some would say there is sexual innuendo involved. The music complements the text,
providing a jovial feel to the selection.
TEXT:
Now is the month of Maying, when merry lads are playing! Fa la la la la!
Each with his bonny lass, a-dancing on the grass, fa la la la la!
The Spring, clad all in gladness, doth laugh at Winter's sadness! Fa la la la la!
And to the bagpipes' sound, the nymphs tread out the ground! Fa la la la la!
Fief Then why sit we musing, youth's sweet delight refusing? Fa la la la la!
Say, dainty nymphs and speak! Shall we play barley break? Fa la la la la!
5

1-Ei.§!o.ric~l Perspective:
As the English madrigal progressed in compositional style, so did the attempt to create more
vertical harmonies. Now is the Month of Afaying is no exception. In this selection, there is a
focus on the chordal harmonies as opposed to simply drawing attention to the melodic line. In
comparing the English madrigal to the Italian madrigal, the English version utilized much less
text painting. Now is the Month of Maying is well-suited for a high school or college level choir
and can be used for a variety of occasions and settings. Connections can be drawn between the
text and the musical structure as well as creating an opportunity to study the form of an English
madrigal.
Technical Considerations:
One of the first things that the conductor and the stndents will need to understand is the fact that
this madrigal is in cut time. Students who are less versed in music theory practices may struggle
with understanding the note values, however; since the music is in a vertical harmonic structure,
it may not be as challenging with all of the parts lining up together. The entire composition
should be sung in a light jolting style and careful attention should be made in creating harmonic
perfection between the voice parts. Due to the repetition of text and harmonies, this madrigal is
easily accessible for community choirs as well as school choirs.

Stylistic Considerations:
Typical of the English madrigal tradition Now is the Month of Maying should be sung with a
light and fun feel to it. The harmonies should sound effo1tless and the intonation should be held
in high esteem. During the polyphonic fa la las, the texture should sound intertwined yet come
across as distinct parts.

Key: GMajor
*Now is the Month of Maying can be found in a variety of different keys.
Teachable Moments:
1. Cut time meter
2. Polyphonic vs. homophonic texture
3. Ve1tical harmonic structure
4. Study of the English madrigal
5. Comparison of the Italian and English madrigal
6. Text analysis
7. Intonation and a cappella singing
8. Choral blend

Form and Structure:
The form of Now is the l'vlonth of A1aying is in a verse-chorus layout. There are three stanzas of
poetry. The stmcture for each stanza is ANBB. The music for the "fa-la-las" in the first half of
each stanza is not the same as the "fa-la-las" in the second half.
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Works Cited:
Murray, Tessa. Thomas Morley: Elizabethan Music Publisher. V,/oodbridge: The Boydell
Press, 2014. Print.

"Now is the lV1onth of Maying." All Music. http://www.allmusic.com/composition/now-is-themonth-of-maying-madrigal-for-5-voices-mc000236l607. 1 Apr. 2016.

"Now is the Month of Maying." Melismata. http://www.melismata.org/now-is-the-month-ofmaying.html. 1 Apr. 2016.
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TeDeum
SATB, piano (or orchestra)

[J

Composeir: Joseph Haydn ( 1732-1809)

Regioll of Composifom: Austria, England, Hungary
Country of Origin: P.1austria

Chorister at St. Stephen's Cathedral in Vienna
Self-Educated by studying the works of prominent composers

Baekgrmmd/Career:
Joseph Haydn was the second of twelve children born to parents who were amateur musicians.
He "was bom in Rohrau, Austria, a small town southeast of Vienna ... " (Shrock 362). Haydn
demonstrated an interest in music at a very early age his parents sent him to live with a relative
who promised to train Haydn in music. At the age of 8, Haydn "was recruited to sing in the
choir at St. Stephen's Cathedral in Vienna, where he went on to learn to play [the) violin and
[the] keyboard" (Franz 1). Once Haydn's voice began to "break" and become more mature, he
left the choir. Haydn was able to support himself by teaching lessons and playing the violin for
performances. The Esterhazy family would soon hire Haydn as a court musician, where he
would be financially supported for almost 30 years. Haydn's popularity increased with the
public as well and he eventually composed just as much music for the "outside world" as he did
for the Esterhazy family.

tt

Con1positional Output:
104 Symphonies
32 Piano Trios
62 Piano Sonatas
90 String Quartets
Concertos
Masses
Operas
Solo Piano Compositions
Oratorios
Choral Literature

Composition:
Composed between 1798 and 1800, Te Deum is subtitled as "for Empress Marie Therese."
Originally for an SATB chorus, flute, two oboes, two bassoons, three trumpets, timpani, strings,
and organ; today, many choirs perform this masterwork with an orchestral reduction piano
accompaniment. This piece of choral literature is considered to be a sacred work and the text is a
major indicator of such:
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Tc Dcrnn budamus: le Drnninurn confiten1uL

Te

ae-lC1T1.tHn

patre-m, omnis terra vcneratur.

\VE praise thect O God: we ackno\Vlcdgc thee
to he the LonL
AH the earth doth \Vorship thee: the Father
everlasting.

Tibi on1nc;., Angeli: tibi cudi et univcrsae

To thee ail Angds cry aloud: the Heavens, and

potc:,;tates.
Tibi cherubiin ct serap!1in1, incessabili voce

all the Pov.,ccr::: therein.
To thee Cherubin and Seraph.in: continually

prodan1ant:

do cry,

nsanctus. Sanctus, Sanctus Don1inus Deus
Sabuoth.

Holv, Holy, Holy: Lord God of Sabaoth:
Hea~--cn m~d earth arc full of the 1vlajest y: of
thy glory.

Pleni sunt caeli el tcrra 111alesta1is gloriae tuae."

Te gloriosus Apostolornm chorus,
Te Prophctarrnn lnudab11is nun1erus,
Te Jvimtyrun1 candidalus laudat excrcitus.
Te per orbe.111 terrarurn snncta confitetur
Ecclesia:

PatTc:n1 i1111ncn:--ae 1naic;;tmis:
Venernndum Hmm venun et unicmn FiJiurn;
Sanctu1n ouoouc
'
, Paraclitrn11 Spiriturn.
.

Tu rcx glorine, Christe:
Tu Patris se1npiternus es Fi1ius.
Tu, ad hbernndum suscepturus hon1inen1, non
horruisti Virginis uterum.
Tu, devicto mortis aculeo.

The glorious co1n1xa1v of the Apostles: praise.
thee.
The goodly fel!ov.:ship of the Prophets: prai~cthee.
The noble army of lv1anyr~: praise thee,
The holy Church 1lmiughout all !he world:
dolh acknowledge thee;
The Father: of an infinite fvtajesty:
Thine honourable, true: and only Son:
Also the Holy Ghost: the Comforter.
~

•

<

ludex crecleris esse venturus.

Thou art the King of Glory: 0 Christ.
Thou art the everlasting Son: or the Father.
When thou tookcst upon thee to deliver mun:
thou didst not abhor the Virgin's womb.
When thou hadst overcome the sharpness of
death:
thou didst open the Kingdom of Heaven to all
believers,
Thou sittcst at the right hand of God: in the
glory of the Father.
We believe that thou shall come: lo be our
Judge.

Te ergo quaesumus, mis famulis subveni: quos
prcliow sanguine rcdemisti.
Aeterna fnc cum sanclis tuis in gloria numerari.
Salvum fac populum (mun, Domine, el beneclic
hereditati tuac,

\Ve therefore pray thee, help thy servants:
whom thou hast redeemed with thy precious
blood.
Make them to he numbered with thy Saints: in

aperuisli credentibus regna caelorum.

Tu ad dexreram Dei sedes, in gloria Patris.
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Et rege e-os, t~l extoHe iilos usque in aeternurn.
glory everlasting<
Per singulo.~; die~ bcncdicin1us tc: ct lauda1nus
O Lord, ~ttvc thy people:
non1cn nnun in saeculrnn, et in ~acculurn sacculi, heritage.
Govern them: and lift the1n up
ever.
fJignarc~ Don1inc, die isto sine pcccalo nos
Day
, we nrngn-ify thee: .And \YC
custodire.
\vorship
Na1nc: ever v,,:ork1 withom end.
Jvli:'<.ererc nostri, Drnr!inc, nilserere nostri.
Fiat 1nlscrjcordia tua, Don1inc. :-;upcr nos:
Vouchsafe~ 0 Lord: 10 keep us !his
que1nad1nodmn speravin1us in tc.
\Vithout sin,
In te, Don1ine. speravi: non confundar in
0 Lorct have n1ercy upon us: have rncrcJ
actcrnrn11.
upon us.
0 Lord, let thy 1ncrcy lighten upon us: as our
lntsl is in thee.
0 Lord, in thee have l trusted: let 111c never be
confounded.

1FUstoricai P€rspective:
Te Deum fits into the "Classical Sacred Work" genre. It is well-suited for high school and
collegiate choirs. This selection can be used for a variety of concert settings and other occasions,
including religious services and ceremonies. Many connections can be made between the music,
the text, and the historical context of the musical elements during the Classical Era.
Opportunities exist to teach a variety of choral and musical concepts due to the depth of the
musicality of the song. Te Deum provides an opportunity for students to sing a high quality
piece of choral literature in a foreign language. Culturally speaking, this choral work lends itself
well to the sacred Latin text and musical characteristics of the Classical Era, specifically defined
by the compositions of Joseph Haydn.

Technical Considerations:
There are many technical considerations that need to be thought through in preparing for a
performance of Te Deum: tempo changes, diction of Latin text, dynamic and articulation
markings, intricate rhythm patterns, fugal material - specifically entrances and releases, as well
as the contrasting sections that need to be vocalized as such. A consideration must also be made
for the relationship between the voice parts and the orchestra or piano accompaniment.
The sopranos should be aware of the trills and repetitive high pitches that are moving at a fast
pace. The alto section will need to support pitches that are on the higher end of the alto range.
Other voice parts will not be moving when the altos will have a moving pan. For the tenors; the
range is wide and some of the pitches are on the lower or higher end of the tenor natural range.
Unlike other choral selections, the bass line is moving and does not stagnate. The bass pmt as
interval jumps and the vocalists will need to have vocal buoyancy.
The accompanist may face a challenge in that the part is an orchestral reduction. A steady tempo
must be maintained in order to allow for clarity in the vocal parts. The accompanist will also
need to be aware of tempo changes, articulation markings, and playing the pim10 in a classical
style with minimal nse of the pedal.
One of the challenges that the conductor will face is working with the choir mid an orchestra, or
deciding to use a piano accompanist. Depending on the maturity level of the choir, the vocalists
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may or may not have sung with an orchestra or even with an advanced orchestral reduction so
the conductor will need to be clear in using cnes and releases as well as tempo changes, dynamic
and articulation markings, all in the style of the work. The conductor will need to explain the
idea of a fugue and then be able to clearly direct that section of the work.
"'
,. • r<
• '
t'll.ons:
GtyHstic
~onsioera
Te Deum is through composed and is comprised of three sections. Although the parts, along with
the accompaniment, may appear to have a thicker texture, the work should be sung in a light
classical style, void ofbombasity. The latin text should sound light and flow easily instead of
sounding forced or over thought. The conductor should adhere to the tempo markings, dynamic
signs, and articulation markings that are present in the score.

Key: CMajor
Teachable Moments:
1. Tempo Changes
2. Latin Text and Meaning
3. Historical/Musical Context
4. Biblical Context
5. Breath Support
6. Fugue
7. Importance of the accompaniment working together with the choir
8. Entrances and releases

Form and Structure:
Te Dewn is a one movement work that is through composed. It consists of three sections. The
sections are divided into three different tempo markings: Allegro, Adagio, and Allegro
moderato. The final section ends with a long fugue.

11

Vvorks Cited

"Franz Joseph Haydn." Bio.com. A&E Networks Television. n. d. \Veb. 01 Apr. 2016.
Shrock, Dennis. Choral Repertoire. Oxford: Oxford UP, 2009.
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And the Glory of the Lord
SATB, Piano (or Orchestra)
Composer: George Frederick Handel (1685 - 1759)
Regimi of Composition: Germany, Italy, and England
Country of Origin: Germany

University of Halle
Studied Law, but did not remain there for an extended period of time
Pupil of Friedrich W. Zachow
Studied Keyboard Performance and Composition

Background Information/Career:
George Frederick Handel was born on February 23, 1685 in Halle, Germany, a small city north
of Leipzig. He spent much of his youth studying music theory, organ, harpsichord, and violin.
"At age seventeen Handel was appointed organist at a local Calvinist cathedral, and the
following year he moved to Hamburg, where he served as a violinist and haqisichordist in the
opera orchestra" (Shrock 326). \Nhile Handel was in Hamburg, he met and became acquainted
with the author of an important Passion oratorio libretto that had been set by numerous famous
composers, including Handel in 1716 or 1717. One of his most famous works is lVlessiah. This
oratorio is one of three oratorios that Handel composed with texts taken directly from tl1e Bible.
Handel was one of the most renowned musicians and composers of the Baroque era.
Compositional Output
Operas
Incidental Mnsic
Oratorios
Odes and Masques
Cantatas
Italian Duets, Trios, and Arias
Hymns
English Songs
Anthems
Canticles
Conce1tos
Orchestral Works
Sonatas
Wind Ensemble Works
Keyboard Works

Composition:
One of Handel's most well-known oratorios, Messiah, is structured in three parts. The first part
prophesies God's plan to redeem mankind through the coming of the Messiah. The second
13

section tells of redemption through Christ's sacrifice, mankind's rejection of God's plan, and
how mankind is defeated when trying to oppose the power of the Almighty. The final portion is
a hymn of thanksgiving for the final conquering of death.
"And the Glory of the Lord" occurs within the first part of the oratorio. The text for this
particular chorus is taken from Isaiah 40:5 which states: "And the glory of the LORD shall be
revealed, and all flesh shall see it together: for the mouth of the LORD hath spoken it." The
words and the music are described as "a joyons movement which is reflected in the bright key of
A major, the allegro tempo and the lilting rhythms" (BBC 1). The entire movement is based
upon four motives. The challenge of this chorus does not necessarily lie with the text or the
pitches, but perhaps more specifically with how each motive is to be articulated.

JfUstoricai Perspective:
And the Glory of the Lord is an oratorio of the Baroque Era. Many choirs perform this selection
for a sacred holiday concert or event, however; this choral selection is suitable for a variety of
concert venues and performances. High school and college-level choirs find this selection to be
very accessible. Vocalists can make connections between the Biblical text as well as the
historical significance of the work and the composer. Conductors have the opportunity to teach
their students about the Baroque style of choral singing. Handel's music was very
'\ impressionable during the Baroque era and is still studied and revered even today.

Technical Considerations:
In considering the vocal technique needed to sing And the Glmy of the Lord, one of the
challenges will be singing two syllables on one pitch (Example: "glory-of' at measures 16 and
35). In a choral selection such as this, proper and clearly produced diction will be of utmost
importance. The choir will also need to be aware of entrances and releases. The chorus is
divided into sections that will need to be articulated in a specific way depending on which
section is being sung. Maintaining a steady tempo will assist vocalists in precise diction and
allow for attention to details. The choir must be aware the tempo shifts dramatically at the end to
adagio.
Overall, soprano singers will need support for high pitches. The also section must pay careful
attention to the octave leap at rehearsal "A" into the following measure. The range of pitches
can be challenging for the tenors, and the basses will need to be aware of their entrances and
counting the rests in between entrances. In terms of diction, the choir must be aware of diction
issues. For example, one of the challenges is having two "sh's" back-to-back in words snch as
"flesh-shall."
The piano accompaniment is an orchestral reduction which means that the airnngement of the
notes may be awkward to play and the fingering may present a challenge to the piano player.
The conductor must work with the accompanist and the choir to make the performance
interesting despite a lack of articulation markings.
Stylistic Considerations:
The texture of And the Glmy of the Lord alternates between homophonic and contrapuntal.
Motive A is sung by the altos and then repeated by the entire choir homophonically. Handel
contrasts the opening homophonic texture by creating a contrapuntal one in measure 22 where
the tenors enter with motive A, while the other voices continue with motive B. The motives are
often combined in counterpoint to create a complex contrapuntal texture. Another technique
14

used by Handel to vary the texture is to use different combinations of voices. At one point, the
sopranos are on a high A so that their part can be heard above all of the others. Handel ends the
chorus using a homophonic texture so the closure sounds grand.

Key: lt Major
Teachable Moments:
1. Baroque period choral music and techniques
2. Homophonic versus polyphonic texture
3. Use of hemiola
4. Te!1'aced dynamics
5. Contrasts between a single voice and the rest of the choir
6. Tonality and modulation
7. Orchestral accompaniment or piano reduction accompaniment

Form and Stnicture:
1. Four motives:
a. And the glory, the glory of the Lord
b. Shall be revealed
c. And all flesh shall see it together
d. For the mouth of the Lord hath spoken it
2. Each motive is set slightly differently by the melodic material
3. Alternatives between homophonic and contrapuntal texture

15

Works Cited

BBC News. BBC, 11.d. Web. 10 Oct. 2015
Shrock, Dennis. Choral Repertoire. Oxford: Oxford UP, 2009.

Work Consulted
Cudworth, Charles. "George Frideric Handel." Encyclopedia Britannica Online. Encyclopedia
Britannica. Web. 28 March 2016.
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Hallelujah (from Christ on the Mount of Olives)
SATB, Piano (or Orchestra)
Compose,: Ludwig van Beethoven (1770 - 1827)

Region of Collni1osition: Gennany and Austria
Cm.mtry of Origin: Germany

Edu.cation:
Studied Classical Music with Franz Joseph Haydn
Studied under VVolfgang Amadeus Mozart
Backgrnm,d Information/Career:
Ludwig van Beethoven was born in Germany to a musical family. For the second half of his life,
Beethoven was deaf (Beethoven 1). His father had wanted him to become like Mozart, a musical
prodigy, however; Beethoven's father lacked in "Leopold Mozait's abilities as a teacher, and
forced his son to practice the keyboard constantly at the expense of his general education"
(Wade-Matthews 332). Beethoven would go on to be one of the most famous and cherished
composers of all time. Many of his compositions are still perfonned even today.
Compositional Output:
Choral Music
Symphonies
Piano Concertos
String Quartets
Piano Sonatas
Composition:
Although many of his compositions are well-known, probably one of his lesser known works and
his only oratorio is Christ on the Mount of Olives, Op. 85. The oratorio depicts the emotional
struggle Jesus experiences in the Garden of Gethsemane prior to the crucifixion on the cross and
is scored for soprano, alto, tenor, and bass soloists, with an SATB chorus and symphony
orchestra. Many would probably surmise that Beethoven was not religious and therefore; "in
Christ on the Mount of Olives the absence of a counterbalancing theme - whether of heroism,
resistance or transfiguration - leads to a flawed conception, for Beethoven was temperamentally
and ideologically disinclined to view Christ's crucifixion as a soITowful but necessary
submission to the Father's will" (Solomon 249). The text was not written by Beethoven, but by
Franz Xaver Huber. Christ on the Mount of Olives is not considered to be a religious work as
much as a dramatic oratorio. Hallelujah is the final chorus of the oratorio.
Historical Perspective:
Christ on the Mount of Olives is an oratorio but does not exhibit quite the religious connotations
that the typical oratorio reveals. Beethoven intended to create a more theatrical piece over a
religious portrayal of Christ's sacrifice. Some might argue that Beethoven was not at a point in
his life to consider personal spiritual matters (Solomon 249). Most oratorios consist of smaller
choral selections that can stand alone; Hallelujah is no exception. This movement is well-suited
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for college choirs, but is accessible for larger, advanced high school choirs as well. Hallelujah
can be performed for sacred and secular occasions in a variety of settings. Connections can be
made between the poetry and the music, as well as, the elements of Romantic music
compositions.

Technical CoHsideration.s:
One of the first thoughts that may come to mind is if an accompanist is at hand who can handle
the orchestral reduction. The condnctor is going to need to make sure that the choir understands
the importance of the accompaniment, however; the choir must also understand that the
accompaniment does not support the vocals in terms of offering specific pitch assistance.
Although the individual voice parts are not difficult to manage, each section of text and music
utilizes different rhythmic patterns that could present some challenges. Also, the go from a
vertical texture at the beginning of the movement to a more linear texture with varying entrances
for each voice pait and closing the movement in solid choral harmonies. The conductor must be
aware of the sections and their articulations as well as defined cues and releases.
Stylistic Considerations:
During the Romantic time period, there was more of a focus on opera and solo singing instead of
the oratorio. There are similarities between the overall Romantic music characteristics and the
structure of Hallelujah. The orchestra was a very important part of the performance of an
oratorio. In this case, the orchestra is in the form of a piano reduction and the conductor and the
accompanist must work together to showcase the orchestra "score" along with the powerful
vocals. The vocalists have an opportunity to sing with more depth with the veltical harmonies
and dense chords, but also in a lighter style with the linear melodic lines with varied entrances.
fvhrnical Elements:

Key: C Major
Teachable Moments:
1. Meter Change - Common to Cut Time
2. Accompaniment differing from the vocal structure
3. Chord harmonies versus linear harmonies
4. Chordal and polyphonic textures
5. Relationship between the music and the text
6. Romantic time period oratorio format
7. Connections between Beethoven's personal convictions and the work
8. Original Germai1 text compared to the English translation

Form and Structure:
Hallelujah is the final chorus of the oratorio Christ on the Mount of Olives. In the most typical
of settings, this work is performed with orchestral accompaniment. Adaptations and
arrnngements can be found with an orchestral reduction that is written for piano. The structure
of this chorus opens with an introduction played by the piano. The choir enters, singing veitical
harmonies that create a powerful insight into the sections to follow. The next two sections are
presented with varying entrances from all voice parts and a polyphonic texture that creates
18

excitement as the movement progresses. The final section is sung in chordal harmonies as if a
choir of angels has some together to tout the praise of the Lord.
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Va Pensiero (Chorus of the Hebrew Slaves)
SSAATIB, Piano ( or Orchestra)
Composer: Giuseppe Verdi (1813-1901)

Region of Coriiposit!on: Italy
Country of Origin: Italy

Education:
Studied Music Composition
Studied under Vincenzo Lavigna, a famous composer from Milan

Backgrmmd foforn1atim1/Career:
Giuseppe Verdi was born near Parma in 1813. At the age of 3, Verdi began to study music with
an organist in their village. When the organist died in 1822, Verdi was just nine years old and
took over for the organist (Buchanan 422). As a child, Verdi's musical talents were exposed and
recognized. His musical endeavors expanded as he grew and he eventually became a wellknown opera composer. "Across a career that spanned more than sixty years he won
international fame, becoming the venerated and often decorated grand old man of Italy ... "
(Balthazar 3). Verdi lived through a time that marked a fierce Italian Nationalism which meant
that political considerations poured into his work along with his own personal musical flare.
When he died in 1901, there was great mourning for a man who set an example for music and
inspiration for all of Italy.
Compositional Output:
Operas
Songs
Sacred Works
Vocal \Vorks
Instrumental and Orchestral Works
Chamber \Vorks
Incomplete Projects
Composition:
"Va Pensiero" is from the Italian opera Nabucco. Set in fonr acts, this drama is based upon the
Biblical stories from two books of the Bible: Jeremiah and Daniel. The libretto is by Temistocle
Solera, an Italian opera composer as well. Nabucco was "composed between 1839 and 1841; its
first performance was in lVIilan at St. Scala on March 9, 1842" (Buchanan 423). Verdi was able
to combine the political and the religious institutions in a way that was subtle yet visible.
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ItaUan L:rdct:
Va', pensiero, sull'ali dorate;
Va, ti posa sui clivi, sui col!i,
ove olezzano tepide e 111o!U

l'aure dolci del suolo natal'
Del Giordano le rive saluta,
di Sionne Jc torri atterrate ...
Oh mia Patria sl bella e perdma'
0 incrnbranza sl cara c fatal!

English Trans10tion
Fly. thought, on wings of gold:
Go scn1c upon the slopes and the hills:
Vihcre, soft and n1ild, the sweet air;~

Of our native land srndl fragrant!
Greet the hanks of the Jordan
And Zion· s toppled towers;
Oh, my country so lovely and lostl
Oh, rcrnc1nbrancc so dear and fraughi with

despair'
Arpa d'or <lei fatidici vati.
perche muta dai salice pendi''
Le mernorie nel pello raccemli,
ci favella del tempo che fu !
0 simile di Solima ai fati,
Traggi un suono di crudo lmnento;
o t' ispiri il Signore rm conceal o
che ne infonda al patire virt(t'

Golden harp of the prophetic seers.
Why dost thou hang mule upon the willow''
Rekindle our bosom's memories,
And speak of times gone by 1
Mindful of the fate of Jerusalem, either forth
an air of sad lamentation,
Or else let the Lord imbue ns
With fortitude to hear our sufferings'

Historical Perspective:
Verdi experienced great loss in his life when his two children and wife died in a short period of
time. In his grief stricken state, Verdi had decided to give up on his music, but shortly after that,
he began to work with Temistocle Solera' s libretto. "Robert Donington writes that Nabucco is in
the 'international Parisian style' and was composed under the influence of Rosinni" (Buchanan
423). The text tells the story of the Jews captivity in Babylon as depicted in the Old Testament
of the Bible.
Va Pensiero is performed right before the close of Act JI of Nabucco, an Italian opera. This
chorus is best performed by collegiate and advance high school choirs. Connections can be
made to the historical setting of the opera and the political struggies of Italy during the Romantic
time period. Cultural connections can be made between the mnsic and the text, as well as
between the composer and Italian society.

Technical Considerations:
In considering the performance of this chorus, the conductor must secure a skilled accompanist.
Verdi composed the original orchestration, however; many choirs perform Va Pensiero with
piano accompaniment. The choir sings in unison for the opening, but moves pmis at the second
section of the chorus. At times, there are up to six separate parts being sung at the same time.
Special emphasis shonld be placed on the dynamic changes and the articulation markings in
conjunction with the text for emotional and musical emphasis. The piano accompaniment does
not give major support to the voice parts in terms of pitches so each voice part must be able to
hold its part against the orchestral reduction.
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Stylistic Cm,sidera!imis:
Va Pensiero is in an operatic style and should be sung as such. The conductor should explore
ways to convey the diversity of the dynamics and be able to evict the full scale of drama and
emotion from the choir. The long phrasing should stay intact, but the choir should try to realize
the expanse of the dynamics within each phrase.

Key: F# Major
Teachable Moments:
1. Rhythmic patterns
2. Unison and part singing in tune
3. \Vork with a choir with an orchestral reduction accompaniment (piano)
4. Sustained phrases
5. Vast dynamic contrasts
6. Specific articulation markings
7. Connections between the text and the music
8. Connections between the text and historical events

*Form and Structure:

SECTION

MEASURE

EVENT AND SCORING

A

1-11

Introduction

B

12-28

Unison choir

C

29-40

Six-part chorus

D

41-48

Unison choir

48-51
E
(*Buchanan 424)

Choral and Instrumental coda
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0 Schone Nacht
SATB, Piano
Cmnposer: Johannes Brahms (l 833-1897)

Region of Cor£npo§iiioJrn: Gennany and /\ustria

Piano lnstrnction (from the age of 7)
Studied Composition from 1846 and beyond

=
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'-L,areer:
Johannes Brahms was born in Hamburg, Germany in 1833. He received musical education at an
early age from his father. Brahms' "early teachers were pianist Otto Cossel and Eduard
Marxsen, and the latter introduced Brahms to the music of Bach, Haydn, and Mozart" (Buchanan
387). He traveled extensively around Europe and became acquainted and eventually very close
to Robert and Clara Schumann. Robert "encouraged Brahms to present his works for
publication" and after "Schumann died in 1856 ... Brahms remained a close friend to Clara and
sought her counsel on his compositions, to which he did not always adhere" (Buchanan 387).
Brahms studied earlier time period music from the Renaissance, Baroque, and Classical, and
incorporated those styles into his own compositions.

Compositional Output:
Orchestral 'vVorks
Concerti
Orchestral Works for Chorus and/or Vocal Soloists
Chamber Works - Sonatas, Trios, Quartets, Quintets, and Sextets
Piano Works
Organ 'vVorks
Songs and Vocal Works

Composition:
Originally, 0 Schone Nacht was intended to be sung by four soloists and accompanied by piano.
This part song may have first been snug unaccompanied because that is the natnre of the early
part song. Today, many choirs perform this beautiful choral selection. The text is a poem by
Georg Friederich Damner (1800-1875). Andrew S. Collins has arranged many of Brahms vocal
compositions for choir and piano accompaniment. He writes:
"The amount of vocal ensemble music composed by Johannes Brahms is often
underestimated. In fact, vocal compositions comprise more than half of Brahms 's
compositional output. In addition to his Ein Deutsches Requiem, two sets of Liebeslieder
Waltzes and motets, Brahms wrote several pieces for accompanied qnartet of mixed
voices. Written in 1877, 0 Schone Nacht is among the best known.
In addition to featuring each voice pait, this gorgeous part song contains many of
Brahms's compositional trademarks: luxurious piano scoring, superb vocal writing,
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variation, text painting, hemiola, duple vs. triple rhythms, sensitive maniage of text and
music, development of small germ motives, even a double inverted canon! I hope you
enjoy exploring and interpreting this masterpiece of the choral repertory."
TEXT

Gernuui
0 schone Nacht!
Am Himmel marchenhaft
Erglanzt der Mond in seiner ganzen Pracht;
Um ihn der kleinen Sterne liebliche Genossenschaft.
Es schimmert hell der Tau am grli-nen Halm;
mit Macht in Fliederbusche schlagt die Nachtigall;
Der Knabe schleicht zu seiner Lieb-sten sachtO schone Nacht!

English Translation
0 Lovely Night!
In the sky, magically,
the moon shines in all its splendor;
around it, the pleasant company of little stars.
The dew glistens brightly on the green stem;
in the lilac bush, the [nightingale] sings lustily;
The youth steals away quietly to his love 0 lovely night!
-translation by Paine/Jeffers (adapt. DC)

I-Iisto.rical Per§pective:
0 Schone Nacht is a secular Gennan song also known as a German lied.

Tedmkal Considerations:
For all of the voice parts, the range is quite wide. Sopranos must be agile in their upper registers.
Altos will explore the lower end of their range as well as the upper end. Tenors and Basses will
experience much more movement in their voice parts than is typical for the male singer. Singing
legato is the key to creating the image of a beautiful night. This may be a challenge due to the
range of pitches as well as the range of dynamics. The conductor must be aware of the entrances
and varied styles of each section of lyrics and melodic material. In order to bring forth the full
capacity of the performance, the conductor must be able to coax the desired sound from the choir
through conducting gestures. The piano accompaniment is very important in this selection.
Although the piano part does not assist the vocalists at all, the accompaniment is vital for
creating the text painting.
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Sty IES@C \L,ons1ueranons:
The legato texture and tender harmonies are very important to master the effects of the text
painting. In order to stay true to Brahms' original intent of simply having one voice per part. it is
imperative that the vocalists do not overdo the dynamics. The conductor will have to consider
how to convey the gentleness of the piece and still maintain all of the articulations required for
the overall performance.

Key: EMajor
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Last Words of David
SATB, Piano (or Orchestra)
Compo§eF: Randall Thompson (1899-1984)
JRegfor; of Compositior;: North America, United States

Education1
Harvard University
University of Rochester's Eastman School of Music (Doctorate in Music)

Background Information/Career:
With the given name Ira Randall Thompson, he was born on April 21, 1899 in New York City,
New York. Thompson's father was an English teacher so it was only natural for Thompson to be
brought up in an environment that emphasized academics. "He studied at Harvard University,
where Archibald Davison was one of his teachers" (Blackstone 234). Thompson went on to be
one of the most significant American choral composers of the twentieth century. Not only was
he a great composer, he also "was an influential teacher; he served on the faculties of \Vellesley
College, the University of California - Berkeley, the Curtis Institute, the University of Virginia,
and Harvard University" (Blackstone 234). Although "many academics dismiss Thompson's
music as amateurish;" (Blackstone 234) his music has always spoken to audiences and his output
of repertoire is quite expansive. He composed choral works and an opera, as well as music for
symphonies and string quartets.
Cmm:iositional Outm.it:
Choral Works
Operas
Symphonies
String Quartets
'

C

Composition:
Randall "Thompson's style is conservative and Neoclassical, combining traditional forms with
20th-Century styles" (The 3). One of his powerful compositions is an anthem that can be
ntilized in a variety of settings. "The Last Words of David, performed most frequently in its
arrangement for mixed chorus and piano, was commissioned by the Boston Symphony Orchestra
in honor of the twenty-fifth anniversary of Serge Koussevitzky as music director" (Shrock 721).
The Last Words of David is a standalone title that utilizes the text from 2 Samuel 23:3-4 which
is taken from the Bible:
He that ruleth over men must be just, ruling in the fear of God.
And he shall be as the lights of the morning, when the sun riseth, even as mo ming
Without clouds;
As the tender grass springing out of the earth by clear shining after rain. Alleluia.
The text speaks of King David's words of wisdom, so to speak, to other men that may rnle after
his death. The man must rule in the fear of God and be a light for the nation he serves.
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Ii'.i§torical Persp;ective:
Last Words of David is a 20th Century Choral work that is best for high school or collegiate
choirs to perform. This exciting selection is fitting for a variety of concert settings and
occasions. The vocalists can make connections between the music and the text which comes
from the Bible. The conductor has the opportunity to teach choral students about Italian terms
that are used in music to make the performance refined and appealing. The text relates to
Biblical text and historical times.

The choir will face many challenges that will ultimately lead to the reward of experiencing a
great choral work. The soprano section will need to be prepared to experience various dynamic
markings on high, sustained pitches. They will also have accents, articulation markings along
with singing in an upward motion, and unpredictable pitch patterns off and on through the piece.
Altos have unpredictable pitch patterns at the beginning of the song. The alto section may find it
challenging to maintain the con-ect pitches and rhythms as well as working with all of the other
voice parts and maintaining the alto vocal line. Some tenors may struggle with the higher
pitches, especially if their voices have begun to drop and the range of pitches may be difficult to
maneuver. The tenor section may find the articulation markings and dynamic markings to be a
challenging depending on where their voices are in the state of maturation. Some pitches in the
bass part are particularly high and may require specific effort and support to be properly reached.
As a choir, Sforzando, piano, and crescendo can be quite difficult to perform as an ensemble. It
can be challenging for the choir to follow all of the articulation markings and dynamic changes
along with the shifts in tempo. Text clarity is very important since Randall Thompson utilizes
text painting throughout the piece.
The accompaniment pali is different from what the voice parts are singing, creating a challenge
for the accompanist, the conductor, and the choir. The pianist must be aware of the varied
rhythm patterns, dynamic changes, and shifts in the tempos as well as the change in miiculation
markings which occurs at a frequent rate.
The conductor can do several things to help the choir and the accompanist create a refined and
memorable performance: clearly defining the beats, careful attention m1d direction of the
articulation and dynamic markings, and clear definition of the changes in tempo. The conductor
must communicate the inteufions of the work in order to achieve the desired outcome. The
accompaniment part is very important so the conductor must treat the score with care and work
with the pianist and the choir to create a moving performance.

Stylistic Considerations:
Randall Thompson utilizes the musical concept of text painting throughout this choral selection.
The conductor must understand the workings of the piano accompaniment and the vocal parts in
order to convey the desired outcome for phrasing and the overall piece. The Last Words of
David has a "dramatic opening" that "dissolves into marvelous modal modulations and almost
whispered chantlike 'Alleluias'" (Strimple 227).

lWm,kai Elements:
Key: G Major
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Teachable Moments:
1. Italian musical terms
2. Changes in tempo
3. Various articulation markings that require different dynamics
4. Entrances and releases
5. The conductor, the choir, and the accompanist working together to produce the final
product
6. Consideration for all of the small details that come together to create a major choral piece
7. Text painting
8. Considering the importance of the text in relationship to the music that is suppmting the
text

Form and Structure:
The Last Words of David is an example of an anthem. According to Merriam-Wehster's online
dictionary, an anthem is "a song of loyalty, praise, or happiness" or "a song that is important to a
particular gronp of people" (Merriam 1). There are three parts to Thompson's anthem. The
opening is fanfare-like and proclaims the first verses of the biblical passage. Thompson's
creative harmonic langnage depicts the rising of the sun during the section part. And, the third
section nses an imaginative style and is known as the "Alleluia" section. Each of the three
sections is very different. In order for the choir to understand the form and structure, the choir
must change its attitude for each section and change the color of their voices effectively with
each section.
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Zum Gali (Dance the Horn!)
SATB. Piano
Composer: Maurice Goldman (1910-1984)

Country of Origin: An1erica

Case Western Reserve University - Cleveland, OH
The Berkshire School of Music - Tanglewood, MA

Background In.fonnation/Caree:r:
Maurice Goldman was born in Philadelphia, Pennsylvania but relocated with his family to
Cleveland, Ohio during his early childhood. His father was a rabbi which would later impact
much of his compositional output. Goldman was known as a composer, a conductor, and an
educator.
Cornpositional Output:
Yiddish Music
Hebraic Music
Judaic Music
Film Scores
Television Scores
l\1usical Comedy
Theatre
Songs
Arrangements
Choral \Yorks
Liturgical Music
Cantatas
Composition:
Zum Gali (Dance the Hora!) is a "rousing arrangement of a fiery Israeli folk tune" (Zurn 1). The
horn dance originated in Israel and is a circle dance. The dance "depicts sturdy men and women
united in the circular folk dance that became the most enduring symbol of Jewish nationalism ... "
(Rossen 194). The text is in English and is an original text by Maurice Goldman. As the voices
sing the various rhythms associated with the text "zum gali," one can imagine the dance taking
place by hearing the dancing of the voice parts.

Historical Perspective:
Zum Gali is an Israeli folk tune and song. This rousing choral selection is performed by high
school and college level choirs and is well-suited for a variety of concert settings and occasions.
Choristers can make connections between Israeli and Middle Eastern traditions. The conductor
can teach a variety of choral and music concepts due to the depth of the musicality of the song.
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The students have the opportunity to sing a song in English that depicts elements and traditions
of another culture.

Technical Consideratfor~s:
The opening of the song must be very strong. The tenors and the basses open the song and need
to present a commanding entrance at the mezw piano dynamic level. The choir must be aware of
dynamic changes at a very fast tempo which can present a challenge. There are numerous
articulation markings and clarity of diction will be imperative at the fast tempo. The syncopated
rhythms, along with the meter changes create another level of difficulty and some phrases may
present interesting breathing propositions.
The sopranos will be faced with singing high pitches in syncopation. They will also need to be
able to sing the dynamic marking of ppp on pitches that are high in their range. Challenging
intervals exist between the S 1 and S2 parts and there are also voice-part specific dynamic and
articulation markings of which to be aware. The altos will experience some of the same issues as
the sopranos in terms of specified markings to follow, however; they will have their own issues.
The alto section has challenging interval and rhythm patterns. Tenors may struggle a little bit
due to some of the notes extending to the higher end of the tenor range. The tenors will also
need to pay attention to the voice-part specific dynamic and articulation markings. The bass line
has much more movement than is typical for a bass part. The intervals presented are challenging
and the basses will also have voice-part specific dynamic and aiticulation markings.
The accompaniment part is autonomous to the voice parts. The piano player must maintain a
steady tempo and still playing the syncopated rhythms. In order to capture the style of the song,
the accompanist must pay close attention to the challenges of the rhythm patterns, fast tempo,
and articulation markings.
Directing in such a way that the articulation markings are clear for each voice part will be a
challenge for the conductor. Clear communication of cues and releases will be imperative for a
clean and authentic performance. The conductor must maintain the fast tempo and the stylistic
characteristics of the song. Working with the accompanist to incorporate the part will also create
some challenges.

Stylistic Considerations:
Since Zwn Gali (Dance the Hora!) vocally depicts the hora dance, it is imperative that the voices
handle the phrases and note patterns with care. Each voice part is given specific dynamic
markings and articulation markings to follow. TI1e voice parts must come together and form a
"dance" through the melodic lines. The accompaniment adds another dimension that deepens the
mounting excitement and drives the voices into the final "round" of the dance.

lvfosical Elements:
Key: a minor

)

Teachable Moments:
1. Israeli music and culture
2. Breath support
3. Working with an accompaniment that does not supp011 the vocal lines
4. Syncopated rhythm patterns
34

5. Challenging intervals within each section and then against the rest of the choir
6. Dynamic markings and articulation markings that are specific to each voice pmt

All of the actual phrases and melodic lines are different from the beginning to the end. There is
no part of the music that repeats or returns, however; the text "zum gali dance the horn" opens
the song and closes the song. The middle section is different and talks of how the dance works.
If one was to label the parts, the song wonld be ABA. The piano accompaniment doesn't follow
any tme form. Although the piano accompaniment cmmot stand alone without the voice parts to
a degree, it is still its own "part" of the dance.
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Oye
SATB, Piano and Optional Percussion
Compose;r: Jim Papoulis (b. 1921)

Country of Origin~ A1nerica

Gradnate Degrees in Music Composition and Performance from the University of Miami and the
University of Pe1msylvania

Background Ittformation/Career:
Jim Papoulis is a composer and producer who has traveled extensively and his compositions
express as much. He has a unique style "that combines contemporary sounds with traditions
from around the globe" (Biography 1). Among his goals, is one that stands out to many as a goal
to create a sound that unites the global community. Papoulis and his wife, Stephanie Mmtini, cofounded The Foundation for Small Voices. The dynamic duo felt that music could bring
empowerment to the lives of children and break down the walls of cultural boundaries. "They
recognized the unifying force of music as a tool of communication and expression that everyone
can use. Stephanie created programs that continue to bring mentoring, songwriting, and
performance opportunities to children worldwide" (Our!). Unfortunately, Stephanie died of
Creutzfeldt Jakob Disease 011 September 22, 2007. This in 110 way impedes on Jim Papoulis'
success. He is still continuing to work in the field of music, making considerable contributions
to choral music repertory. "Jim Papoulis · work focuses on combining the music of his roots classical and jazz - with the rhythms and influence of world beat, folk, and multi-ethnic sounds"
(Papoulis).
Co1npo§itionai Output:
Choral Music
Film Music
Songs

Composition:

J

PROJECT NOTES from the composer:
While working in Mexico, I had the opportunity to work closely with young
children from economically challenged areas. The children from one particular
inner city school program at Colegio MacGregor, Acapulco were part of a Small
Voices Songwriting Workshop that Hyatt Regency Acapulco sponsored. The
children spoke little English but were easily reached through the music and
rhythms I played; with the help of enthusiastic translators we connected Jiirther.
ii;1hen I asked them if they had a message that they would want to convey to the
world in song, their answer was very simple: to listen. The translation of
"listen," or "listen up," is "OYE." This seemed like a wonderful, easy word to
sing, and our OYE is a result of those experiences.
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When I hear rhis song pe,formed_, I am suddenly rransported back to the streets
where these children walk, go to school, live with little, and dream; they dream
rhat somehow, somewhere, their small voices will be heard. For little Fernando,
hisfi-iends and teachers at Colegio MacGregor, l remain an ardent listener.
~ Jim Papoulis

Spanish

English

Esta solo, Ilorando
en silencio, en la oscuridad
Esta sofiando, desceando
con esperanza, por la opportunidad.

All alone, in the darkness
They are crying out for your help
They are hoping, they are dreaming
They are asking.for a change to be heard.

Escuchalos, esuchalos, ellos te Haman.

Are you listening, can you hear their cries?

Escuchalos, miralos
eschucha lo que trnntan de decir
Estan en busquedad, de! camino
pequefias voces llamandote.

They are watching, they are listening
They are searching to find rheir way
Can you see them, can you hear them calling
What their voices are trying to say.

Historical Perspective:
The roots of this choral composition are in that of the South American tradition. The rhythmic
spirit of the song is fun and gains momentum as the lyrics and driving tempo moves throughout
the piece. Oye has been performed by choirs of all ages and is suitable for a variety of concert
and performance occasions. The story behind the lyrics and the musical elements typical of
South America, create vast learning oppo11unities for people of all ages. Singers in a variety of
settings can learn a composition inspired by another culture without too much difficulty.

Technical Considerations:
Since this choral selection is in a South American musical style. The conductor must work with
the accompanist as well as the small percussion ensemble to create the authentic feel of the
piece. For the choir, learning a foreign language can be a challenge at first, however; the spanish
is not overly difficult and the melodic phrases are catchy and repetitive. The rhythms can be
confusing at first, but with practice, they will become second nature.
Additional notes from the composer include the following information:
"OYE should remain true to its cultural and rhythmic roots - those of South America.
Performed with a fun spirit that continues to gain momentum until the final measure, the
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freshness of '0ye' will come to life. Each time the refrain 'O YE' is sung, there should be
a crescendo of tempo, of enthusiasm, and of rhythmic intensity (i.e. m. 10- l 6).
Letter C (m. 28) sounds like a celebration: Each of the four repeats adds a layer of
voices, and the dynamic level and vocal intensity grows with the addition of each layer.
By the time the fourth repeat is sung, when the piano and bass tacet, there could be
accompanying vocal sounds of festivity. These might be made by one or more of the
individual choir members: 'yee, yee, yee, yee," a rolling of the tongue from low to high
pitch, 'coo, coo, coo," etc" (Papoulis).

Stylistic Con§ideraH011s:
Oye is in the style of the South American rhythmic traditions and combines classical and jazz
singing techniques. The use of the authentic Spanish text and a small rhythmic ensemble will
reinforce the sounds of South American music. Careful attention to the specified articulation
markings and the dynamics will make the flow of the song much more artistic and interesting.

Key: F Major/ G major
Teachable Moments:
1. Mexican and South American Musical Traditions
2. Exposure to a foreign language: Spanish
3. Unique rhythm pattems
4. Specific articulation and dynamic markings
5. Study of a choral composer that is still living
6. Connection between music and a culture from another part of the world

Form and Structure:
The piano and the instrumental ensemble play an introduction and then the sopranos sing verse 1
with the entire choir singing the chorus. Moving on to the second verse, the altos join in and the
entire choir sings the chorus once again, The middle section features the text of the chorus bnt in
different rhythmic patterns for each voice part. Each voice part enters on a different repeat as the
section is sung four times. Finally, the chorus is sung once more before changing to the key of G
Major with an optional repeat to close the song.
The accompaniment is played by the piano and a small percussion ensemble. These two forces
drive the song rhythmically. The piano and the percussion instruments also add a layer to the
song that represents the cultural aspect of this song.
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Musicks Empire (from Triptych)
SATB, A Cappella
Composff: Lloyd Pfautsch (1921-2003)
Regi,m of Compooitioi,: Missouri, lllinois, New York, Texas
Cmmt!'y of Origin: United States of America
JEdueaHon:
BA and MSM from Elmhurst College in Elmhurst, Illinois
M, Div from Union Theological Seminary
Mus.D and LLD from Illinois Wesleyan University, Dallas, Texas

Jaackgrnm,d Information:
Lloyd Pfautsch, originally from Missouri, "taught at [the] Southern University in Dallas, Texas,
from 1958 until 1992" (Buchanan 246). He conducted and toured with one of the nation's
leading choral ensembles that developed at the university. During his tenure, he conducted "six
different choral ensembles" and "organized and conducted the Dallas Civic Choms for 25 years"
(1 Lloyd). Although Pfautsch had several unpublished manuscripts, his musical compositions
are quite impressive. Working as a composer and an arranger, he as over 300 published editions
with 15 different music publishers.

Compositions:
Vocal Solos
Organ Music
Solo Flute
Solo Piano
Choral \Yorks
Secular Pmtsongs
Anthems
Books:
lviental \Varm-ups for the Choral Director
English Diction for the Singer
''The Choral Conductor and the Rehearsal," Part Two in Choral Conducting: A Symposium
Choral Therapy: Techniques and Exercises for the Church Choir
Composition:
Musicks Empire was commissioned by the State College of Arkansas for a dedication of its new
Fine Arts Center on February 25, 1968. Musicks Empire is one of three choral pieces from
Triptych. In the world of art, a triptych is a picture or painting that is depicted on three panels.
The three choral pieces that are a part of the Triptych set are Musicks Empire, Orpheus with His
Lute, and Consecrate the Place and Day. The text for ivfusicks Empire comes from a poem by
Andrew Marvell, a 17th Century poet. Andrew Marvell wrote several poems in defense of great
political and military leaders of England. Lloyd Pfautsch had "certain compositional attributes
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such as avoidance of rhythmic gimmicks and saturated harmonies, an inclination toward
profound and literate texts, an obvious understanding and appreciation of ancient church
traditions and [he] continued relevance and application, and an acute awareness of technical
limitations" (Strimple 270). The text, on a very basic level, is discussing the biith of music. As
some scholars note, on a much deeper level, the text represents historical figures and their place
in society.

lv!usicks Empire is a motet that has differing sections within it. This selection is well-suited for a
high school or collegiate choir to be performed in various settings and for many different
occasions. C01mections can be made to literature through the text, a poem by Andrew Marvell.
There is also the opportunity to study a variety of music elements, including text painting and
the historical impact of the text. Culturally, students can study how this motet fits into the
demographic of the overall structure of a motet in the Renaissance time period compared to more
modem motets.

One challenge of Musicks Empire lies in the opening lines. The tenors and basses sing the
melody in unison and must present themselves as if they are one voice. Throughout the next few
lines, the tenors must sustain the same pitch, as the basses caJTy the melody. This may cause
issues with tuning and balance between the two pmts. Continuing on, the basses and the tenors
sustain pitches at the interval of a fifth as the sopranos and altos sing the melody. Throughout
the song, tuning and balancing is imperative, especially since the song is meant to be sung a
cappella. Careful consideration for the character of each section is imponant to capture the
overall emotion of the text and the music.

Stylistic Considerntions:
At first listen, one might not classify Musicks Empire as a motet, however; there are some
stylistic similarities that create the motet "sound." It is important that a bright, mature sound is
produced by the singers. "Men and women should sing with high, forward resonance,
concentrating on tall, well-shaped vowels and crisp, well-articulated consonants" (Buchanan
Vol. 1/ 247). Understanding the text and Pfautsch intended the music to be complementary to
the text will also help the performance to be of high quality.

Key: Dorian Mode
Teachable Moments:
1. Definition of Motet
2. Study of the Renaissance motet versus the modern motet
3. Examination of the different sections and the vocal techniques involved
4. Articulation markings, dynamic markings, and tempo changes

42

JFo:inn
Musicks Empire is a motet in seven sections. The poem is six stanzas in length and matches up
with six of the seven song sections. The seventh section of the selection is comprised of a coda.
Although there is a piano reduction scored below the voice parts, Musicks Empire is to be sung a
cappella.
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Sure on this Shining Night (from Nocturnes)
SATE, Piano
Compos21·: Morten Johannes Lauridsen (b. 1943)

Region of Ccinposition: Northvvestern AJnerica

Edm::atim,: \Vhitman College, University of Southern California

Background Info:nnation/Career:
lVlorten Lauridsen was born on February 21, 1943 in Colfax, Washington, and was raised in
Portland, Oregon. "His music studies were at \:Vhitman College and the University of Southern
California, and he joined the faculty of the University of Southern California in the mi<l-l 970's"
(Shrock 751). As an Amelican composer, Lauridsen has celebrated many accomplishments with
such pieces as O Magnum lv1ysterium and O Nata Lux (from Lux Aererna). Before becoming a
well-known composer, Lauridsen "worked as a Forest Service firefighter and lookout (on an
isolated tower near Mt. St. Helens)" (Shining 2). This may be why his music lends itself to such
a connection to nature and in some cases, a theme of the mysterious.

Title

Voicing/Accompmiim.ent

A Backyard Universe (Witt)

Tenor and Piano

Agnus Dei (from Lux Aeterna)

SATB Chorus and Organ

Ave Maria

SATB Chorus a cappella

Ave Dulcissima Maria

TTBB Chorus a cappella

Be Still, My Soul, Be Still (Housman)

High Voice, Clarinet, Cello, and Piano

Canticle IO Vos Omnes (antiphon)

Women's Voices, Chimes, and Clarinet - Clarinet
Solo

Les Chansons des Roses (Rilke)

SATB Chorus a cappella and Piano
SATB Chorus and Piano

Chanson Eloignee (Rilke)

SATB Chorus a cappella

Cuatro Qui, Rose? (Rilke)

Concert Band
String Quartet
SATB Chorus a cappella

Cuatro Cancio1u!s (_Lorca)

High Voice, Clarinet, Cello nn<l Piano

Dirai1-011 (Rilke)

SATE Chorus and Piano
TTBB or SSAA Chorus and Piano
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High or I\1ediun! Voice and Piano
fs,li~s,-_-,,;

Fanfiiic

Four

on Rcnoissunce

Duct (High or
\ okesJ
High Voice and Guitar
Guitar c,-a,·• ----

f\,wd

Brass Sextet

and

John\on)

TB Chorus a cappcHa

Lamu1tfor PasiphaiJ
un Poems by l?.obcn GraFe.v

SATB Chorus a cnppe-Ha

L1tr Aeterna

SJ\TB Choni:,:, imd Chmnber Orchestra
or Orgnn

A1adrigtdi: S'i.t ''Fircsongs ,,
on !tolian Renniswmce Poen1s

}did-\Vinrer Songs
on Poems Irr Rober! Gn.Ji'es

SATB Chorus a cappe.Hn
SATB Chorus and Piano

SATB Choru~ and Orchestr~\
SA TB Chorus and Piano

0 Corne> Let Us Sing

SATB Chorus and Organ, Brass Quimet or Pinno

Unto Eh() Lord
0 Luve Be Fed iVirh Apples tFhi!e Ye Aloy
(Robcn Graves)

Chorus and Piano

0 lvfagnum A1ys1eriwn

SATB or 'rrBB Chorus a cappdk:
f\1ediurn Voice and Piano or Organ

Brass En~e1nbic
String Orche:-;1ra
Concert Band

0 1Vata Lux (fron1 Lux Aeterna)

SATB Chorus a cappcHa

Prayer (Gioia)

SATB Chorus and Piano

Prayer (Gioia,from Two Songs
on American Poems)

Baritone nnd Piano

Psalm 29

Chorus and Piano

Sonata

Trumpet and Piano

Sure On T11i.1 Shining Night (Agee,.fhm1
Nocturnes)

SATB Chorus and Piano

TTBB Chorus and Piano
Medium Voice and Piano
Mixed Duel (Medium Voices) and Piano
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Baritone a11d Piano

Piano

\Vherc

Voice and Piano
S;\TB Chorus and Piano
Jazz Chorus a cuppella
A l'Vinter Come {

l\1e.diwn Voice and Pinno

Coinposition:
Sure on this Shining Night is the third movement in the choral cycle called "Nocturnes." Each
movement is in a different language: the first movement is in French. the second movement is in
Spanish, and the third movement is in English. Lauridsen "composed [Sure on this Shining
Night] for the American Choral Directors Association as part of the Raymond \V. Brock
Memorial Commission program. The commission guidelines state[ d] that the compositions
should be 'substantial and accessible' and 'be the kind of quality that will live and last for a long
period of time"' (Teaching 444). He accomplished the guidelines, as many high school and
college choirs are able to sing this piece that creates a challenge, but is still attainable for mature
vocalists.
The text for Sure on this Shining Night is from a poem by James Agee. The poem itself is
obscure and allows for interpretation by the conductor and the singers. As the poem begins,
there is a sense of serene stillness. As the singers sing the line "Kindness must watch for me this
side the ground," it is as if there is no one there to watch out for a soul besides the kindness of
the world. The music and the text presses forward and images of time cycling toward renewal
and regeneration fill the senses. Then the line, "Hearts all whole," develops the idea that at this
point in time all is well and perfect. The closing words of the poem and the song are quite
profound:
"Sure on this shining night
I weep for wonder
\Vand'ring far alone
Of shadows on the stars."
The words convey someone who is weeping for those who wander through life without any inner
peace. The poet or the singer himself knows the completeness of the inner wholeness and peace,
but understands that not the entire human race experiences this luxury.

Historical Perspective:
Sure on This Shining Night is considered to be a contemporary classical choral selection. High
school and college choirs perform this standard selection very often. It is fitting for a variety of
concert settings and occasions. The text is a poem by James Agee and connections can be made
between the music and literature. The conductor has the opportunity to teach a variety of choral
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and musical concepts due to the depth of the musicality of the song. The text and the music
relates well to the idea of the human spirit and nature.

At first glance, this choral selection may seem simple enough to leam and perform, but there are
many challenges that a choir will face upon closer examination of this beautiful composition.
Sopranos may be tempted to slide on octave jumps, however; that should be avoided, along with
careful attention to breathing and refraining from sliding or scooping into ce11ain pitches.
Sopranos have the task of keeping repeated pitches in tune and interesting without becoming
careless about the intonation. The alto part needs to be dealt with care in terms of counting,
rhythmic consideration, changing meter, and sustained vowels over several pitches. Tenors will
need to be aware of the range of the part, singing legato, considering intonation, and singing a
solid entrance when their entrance is void of other voices.
The accompanist will face many challenges with meter changes and rubato. Another difficult
facet of this particular piece is being able to watch the conductor carefully to capture the entire
essence of the musical landscape. The piano player must work very closely with the condnctor
to ensure that the vocals and the piano instrumentation maintain cohesiveness.
A conductors role is to guide the choir and the accompanist to perform a joint work. Sure on
This Shining night presents several challenges for the conductor: meter changes, dynamic shifts,
entrances and proper preparatory breath, releases, and the appropriate inflection of the
m1iculation markings so that the ensemble sings what is being requested of them. The conductor
must express the emotion of the music and the text through gestures.

§tyiistic Considerations:
Some classify this piece as a classical piece, while others consider it to be a work of
contemporary nature. ln either case, there are stylistic approaches to be considered. Classically
speaking, the use of proper English diction for singing and careful attention to vowel production
can assist in pulling away from the typical "American" way of singing with too much "r" and
less than optimal vowel shaping. As is the case with many contemporary works, dissonance
abounds in Sure on this Shining Night. 'With that being said, each voice part must be able to
sustain its part and sing with the other voice parts in order to create the requested dissonances.
"Frequently, the effectiveness and beauty is diminished in performance of contemporary music
due to unbalanced, misunderstood, or unexpressed dissonances" (Teaching 445).

Key: Db Major
Teachable moments:
1. Changing meters
2. Dynamic shifts
3. Rubato
4. Legato singing
5. Consideration for breaths and breath support
6. Entrances and Releases
7. Choir and Accompanist working together
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8. Understanding the importance of the text
9. Music relating to the text and specific words
10. Text Painting

Form - AA 1BCA2Coda

Description:
The piano introduction solidifies the key of Db Major. Section A opens with the tenors and
basses singing in unison and the primary theme is brought forth using stanza l of the poem as the
text. The sopranos and altos sing the same text as the tenors and basses did in section A, but
with a secondary melodic line as their focus for section A1• For section B, the next stanza of the
poem is snng as the tenors and basses embark upon a new melodic line. The sopranos and altos
continue to develop the text musically as all of the voices work towards the climax of the piece at
the end of section B, transitioning the C section. Section C is the calming aspect after the
climactic moment and uses the text "I weep for wonder wand'ring far alone of shadows on the
stars." The A 2 uses the original opening text, "sure on this shining night," but has each voice
part entering at a different time at a pianississimo dynamic. Finally, all of the voices come
together in perfect harmony as the coda closes out the piece.
The accompaniment for this piece is played by a pianist. If one was to play the accompaniment
without the voices, the part conic! almost stand alone as its own piece of music. The piano plays
a vital role in the musical development and textural support of the poetry. Maintaining the
tempo and rubato, developing the dynamics and phrasing, as well as, creating the overall sense of
emotion that the text evicts demonstrates the vitality of the role of the accompaniment.

49

\Vorks Cited

"Shining Night: A Portrait of Composer Morten Lauridsen - Biography. Web. 23 Sept. 2015.
Shrock, Dennis. Choral Repertoire. Oxford: Oxford UP, 2009.

\York Consulted
'Teaching Music throngh Performance in Choir, Vol. 3." G!Amusic.com. N.p., n.d. \Veb. 23

Sept. 2015.

50

0

ff

7/

sectlon, zaeas are v1~esentea ro
c

A

Ji.

~

.

tlie previoits
,
r
"
pages is
i11corvoratea into a
C

Jf._

51

52

San1vfe Concert Program - # 2

(jo Te{{ It on the 9'v£ountain.......... , ............. a1 i. 'l(jr6y Sfuw

'Brirtg a Torcfi Jartette, Isa6e{fa .... , .......... .arr. Afacfc 1Vi{6er;g
0 ;J{ofg tJ{iglit.............. , ................ , .. , ....... arr. (jary :Fry

53

Scrtnpfe Concert Pro9ram - # 3

.9L Clare :Bene&cti.on. ................................... .Jolin 2(utter

54

Sampfe Concert fPrograrn - # 4

Ten Tliov.sana Jlngefs ... , ... , ............. , ..... .. Ca[awe[{ & Ivory

55

